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Transposition Chart

0 C |C# D |D# |E |F |F# |G |G# A |A# |B

1 C# D |D# |E F# |G |G# |A |A# |B

2 D |D# |E F# |G |G# |A |A# |B C#
3 D# |E |F |F# G |G# A |A# |B C# |D
4 E |F F# |G |G# |A |A# |B C# D |D#
5 F# |G |G# A |A# |B C# D |D# |E
6 F# |G |G# |A |A# |B C# |D |D# |E

7 G |G# |A |A# |B C# D |D# |E F#
8 G# |A |A# |B C# |[D |D# |E F# |G
9 A |A# |B C# |D |D# |E |F F# |G | G#
10 |A# |B |C |C# D |D# |E F# G |G# |A
11 |B C# D |D# |E F# |G |G# A |A#
12 |C |C# |D |D# |E F# |G |G# |A |A# |B
Key Signatures

C—No flats or sharps ~ E — 4 sharps C—Noflats or sharps ~ Ab — 4 flats

G - 1 sharp B — 5 sharps F— 1 flat Db — 5 flats

D — 2 sharps F# - 6 sharps Bb — 2 flats Gb - 6 flats

A -3 sharps C# - 7 sharps Eb — 3 flats Cb— 7 flats

Enharmonic Equivalents
B is the same as Cb
F# is the same as Gb

C# is the same as Db




Clef Examples

Treble Clef

A PG A
or G Clef — DImE

¢ co°
Bass Clef

. B €
or F Clef 3; — - P
Alto Clef s
or C Clef ig ¢ ?
B
[ ] > E_E @[‘\‘

Tenor Clef .6

E —5

B

Scales

Scale Note Names: (Example C Major)

Note Latin Name Solfege
C Tonic Do
D Supertonic Re
E Mediant Mi
F Subdominant So
G Dominant Fa
A Submediant La
B Leading Note Ti



Notes On The Staffs

Treble Clef:
The spaces are:
FACE

The lines are:
EGBDF

Bass Clef:

The spaces are:
ACEG

The lines are:
GBDFA

Alto or C Clef:
The spaces are:
GBDF

The lines are:
FACEG

Alto or C Clef:
The spaces are:
EGBD

The lines are:
DFACE

Note how the pattern repeats. For example if we were to continue the
spaces on the treble clef, the E in FACE is the beginning of the line
pattern. So it would be:

FACEGBDFACEGBDF

And the line pattern would be:

EGBDFACEGBDFACE

It's not hard to see the pattern. What makes it even easier for English
speakers is the fact that part of it spells the word “Face”. All you need to
remember is the other three letters that follow FACE in the repeating

pattern which are “G B D"

Often a music teacher will use the following acronym to help students

memorize the line notes on the treble clef:

Every Good Boy Does Fine.

To extend this:

Every Good Boy Does F A C Every Good Boy Does.

It's a good idea to learn this backwards too:

ECAF DBG ECAF DBG
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Overview

TERMS

The purpose of this is for general reference. The information on this subject can be pretty detailed. The

knowledge in this book is from music theory classes | took years ago as well as personal observations

and from research that I've done online. The recording section is geared towards a single musician

recording rather than a band.

Terms

Term

Accidentals

Adagio

al coda

al fine

Allegro

al segno

Alto

Andante

Arpeggio

Articulations

Attenuate

Backbeat

Description

Sharps, flats or natural signs used to raise, lower or return a note to its normal
pitch within a scale.

At ease. A slow tempo falling between largo (slower) and andante (faster)
To the coda.

To the end.

Cheerful, a lively fast tempo.

Return to the sign.

The lowest female singing voice and the highest male singing voice.
Going, a moderate graceful tempo between adagietto and moderato

The notes of a chord played in succession.

Accent — More Intensity

Marcato — Most Intensity

Staccatissimo - Shortest

Staccato - Short

Tenuto — Longer

The opposite of boost. To turn down or reduce.

In drumming, emphasizing beat 2 and beat 4.

TERMS



Ballad

Baritone

BPM

Caesura

Call and Response

Chromatic

Coda

Cover

Crescendo

Cross Rhythm

da capo

da capo al coda

da capo al fine

dal segho

dal segno al capo

TERMS

A song that uses common meter in its lyric form. A song that tells a story.

A low range singing voice between tenor and bass. An instrument tuned lower

than normal.

Beats Per Minute. In 4/4 time a beat is a quarter note, so each measure has 4

beats to it.
A sudden silencing of the sound. A pause or break. A comma.

A vocal form in which a singer asks a melodic question or makes a statement and

an ensemble responds.

Moving by half steps. A chromatic scale has twelve notes. Every note from root to

root.

A section at the end of a piece which brings the piece to a close. ry

A coda symbol:

Slang. A new recording of a previously recorded song by another artist.
Gradually growing louder.

Different rhythm patterns played simultaneously.

Indicates to return to the beginning of a piece.

Indicates to return to the beginning of a piece and play it to the coda symbol, then

jump to the coda section. Sometimes written D.C. al coda.

Indicates to return to the beginning of a piece and play it to the fine symbol,

Sometimes written D.C. al fine.
From the sign. Indicates to return to the segno sign: %

Indicates to return to the D.S. sign and play to the “to coda” indication, then skip to

TERMS



dal segno al fine

Decrescendo

Diminuendo

Divisi

Downbeat

D.S.

Dynamics

Enharmonic

Equivalent

EQ

Fermata

Forte

Glissando

TERMS 3

the coda. Sometimes written: D.S. al Capo

Indicates to return to the D.S. sign and play to the “fine” sign.
Gradually growing softer.

Abbreviated as dim. Means diminishing.

Often used in string sections where the notes are to be divided up by different

players in a section.
The first beat.
Dal Segno

Soft to loud: The p stands for piano meaning soft, the f stands for forte meaning
loud and the m stands for mezzo meaning moderate.

ppp - Pianissimissimo

pp - Pianissimo

p - Piano

mp — Mezzo-Piano

mf — Mezzo-Forte

f - Forte

ff - Fortissimo

fff - Fortissimissimo

An enharmonic equivalent is when a key has more than one name. For example
c'is equal to D®, D*is equal to E®, F'is equal to G°, G#is equal to A A% is equal
to B®, B is equal to c® Bis equal to C, E'is equal to F, Fis equal to E
Equalizer, Equalization.

A hold or pause

Dynamics for Loud or Strong

Moving rapidly between pitches.

TERMS 3



Grace Note(s)

Half Tone
or Half Step

Harmonics

lambic

lament, lamento

largo

legato

Meter

Multitimbral

Pad

Picking

Piano

Polyphony

Polyrhythm

TERMS

A note or set of notes played briefly before a following note.

Space between to directly adjacent notes. C to C# is a half step, E to F is a half

step.

An extra quality to the sound beyond the frequency of the note(s) generated by an
instrument.

In poetry, a short syllable followed by a long syllable.

A mournful piece.

Slow and broad.

Smooth.

The number of beats of a fractional value per measure. Common time also
designated 4/4 states that there are four quarter notes per measure. Waltz Time
also designated as 3/4 specifies that there are three quarter notes per measure.

There are many different meters, such as 6/8 or 9/8 or 12/8

Primarily referring to polyphonic synthesizers that can produce multiple sound

patches of different timbre at the same time.

Slang. A part of an arrangement that produces a soft, sustained background. Can

be a single note or chords. Modern — synth pad patches. Early — soft strings.

Classic — Hammond organ.

The direction of picking, strumming or bowing. Can be upstroke or downstroke.

Dynamics for Soft or Quiet.

More than one note at a time. Early synthesizers were monophonic, meaning they

could only play one note at a time.

Contrasting rhythms played simultaneously. In some African music, the rhythm

TERMS



Portamento

SAB

SATB

Segno

Segue

Semitone

Solfege, Solfeggio

Sul

Tablature

Tempo

Timbre

Travis Picking

TERMS 5

played would be a mix of 4/4 and 3/4 or some more complex rhythmic

combination. This type of polyrhythm is a polymetric.

To slide continuously from one note to another. This is something that can be
done on a fretless string instrument, with a slide on a fretted guitar or with a
keyboard that includes a portamento setting.

Soprano, Alto, Baritone

Soprano, Alto, Tenor, Bass

The segno symbol: %

Follows
A half-tone, half-step. e.g.: Cto C#, Ebto D, Eto F

A way of ear training of the notes in the scales.
Do, Re, Mi, Fa, So, La, Ti, Do

Qualifier to musical directives meaning “at” or “over” or “on the” or “near the”. This
is used in terms such as Sul Tasto — “at the fingerboard”; Sul Ponticello - "at the
bridge"; sulla corda La - "on the A string"; Sul G - "on the G string”; and sulla

tastiera - "at the fingerboard".

A type of notation developed for fretted string instruments in the 16" century.

Lines indicate strings and numbers indicate frets.

Italian terms for the speed in which a piece or section of a piece is played.
Pronounced (Tam-bur) The character or quality of a musical sound or voice as
distinct from its pitch and intensity. Many instruments including the human voice
can play the same pitch note, but they don’t sound the same. This difference is
the timbre. For example a middle C played on a piano sounds different than a

middle C played on a guitar or a brass horn.

Guitar finger-picking style developed by Merle Travis featuring syncopated

TERMS 5



Tritone

Whole Tone
or
Whole Step

TERMS

melodic arpeggios over an evenly alternating bass.
The interval of an augmented fourth or a diminished fifth. Three whole tones.

Equals two half steps. The space between two half tones. C to D is a whole step,

C# to D# is a whole step, D to E is a whole step, E to F# is a whole step.

TERMS
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Scales

There are numerous scales in modern music. The predominant scales used in Western music are the
Major, Natural Minor, and Harmonic Minor scales.
Major Scale Pattern: W = Whole Step, 1/2 = Half Step

A

Ly

F . 3 = [%]

[ faim] = (%] bl

WO L [ %] bl

ul - © o

W W % W W W %

Natural Minor Scale Pattern:

Ll

Lf s |

F = | | S [%)

[ Fain] | = 7Ly Ll

b T e (%] ol

5 L=

"V VV VYV V.V
w % W W »wv W W

Harmonic Minor Scale Pattern: Same as the Natural Minor, but without the flattened seventh.

o i3
T

I
O XLy
5 L

Ay,
[ 1]
<+

Fo ™
=

o (]
W %% W W 1 W+l 4
Melodic Minor Scale Pattern Ascending and Descending: The Ascending Melodic Minor scale is

basically the major scale with a flattened third. The Descending Melodic Minor scale is simply the Natural
Minor scale.

g

%ﬂh—e [+ Ibﬂ = e = —
VvV V V V.V V V
W %2 W W W W %

A .

{;IT‘: — = = i3 I»Lr‘c (8] =
V V. V VV V V
w w % W W % W
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Pentatonic Scales

A pentatonic scale is a five note scale.

Name Base Mode Degrees In C Steps

Major Pentatonic lonian 1-2-3-5-6 C-D-E-G-A W-W-WH-W
Egyptian Sus Dorian 1-2-4-5-b7 C-D-F-G-Bb W-WH-W-WH
Blues Minor Phrygian 1-b3-4-b6-b7 C-Eb-F-Ab-Bb  WH-W-WH-W
Blues Major Mixolydian 1-2-4-5-6 C-D-F-G-A W-WH-W-W
Minor Pentatonic Aeolian 1-b3-4-5-b7 C-Eb-F-G-Bb WH-W-W-WH

Modes: Scales Derived From The Major Scale

Mode 1 2 3 4 5 6 7
lonian C D E F G A B
Dorian D E F G A B C
Phrygian E F G A B C D
Lydian F G A B C D E
Mixolydian G A B C D E F
Aeolian A B C D E F G
Locrian B C D E F G A

Blues Scales

The term blues scale refers to several different scales with differing numbers of pitches and related
characteristics. A blues scale is often formed by the addition of an out-of-key "blue note" to an existing
scale, notably the flat fifth addition to the minor pentatonic scale. However, the heptatonic blues scale can

be considered a major scale with altered intervals.

8 SONG WRITING
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Hexatonic

The hexatonic, or six-note, blues scale consists of the minor pentatonic scale plus the b5th degree of the

original heptatonic scale. This added note can be spelled as either a b5 or a #4.

NotesinC: C Eb F F# G Bb C

A major feature of the blues scale is the use of blue notes, notes that are played or sung microtonally, at
a slightly higher or lower pitch than standard. However, since blue notes are considered alternative
inflections, a blues scale may be considered to not fit the traditional definition of a scale. At its most basic,
a single version of this blues scale is commonly used over all changes (or chords) in a twelve bar blues
progression. Likewise, in contemporary jazz theory, its use is commonly based upon the key rather than
the individual chord. The evolution of this scale may be traced back to Asia (pentatonic major) through

native North America (pentatonic minor) with the addition of the flat-5 blue note (slave trade/Africa).

Greenblatt defines two blues scales, the major and the minor. The major blues scale is 1, 2, b3, 3,5, 6

and the minoris 1, b3, 4, b5, 5, b7. The latter is the same as the hexatonic scale described above.

In the Movable do solfége, the hexatonic major blues scale is solmized as "do - re - me - mi - sol - 1a"; In
the La-based minor movable do solfége, the hexatonic minor blues scale is solmized as "la - do - re - me

-mi - sol".

Heptatonic Scale

A heptatonic scale is a musical scale that has seven pitches, or tones, per octave. Examples include the
major scale or minor scale; e.g., in C major: C D E F G A B C—and in the relative minor, A minor, natural
minor: AB C D E F G A; the melodic minor scale, AB C D E F# G# A ascending, AGFEDCBA
descending; the harmonic minor scale, AB C D E F G# A; and a scale variously known as the Byzantine,
and Hungarian, scale, C D Eb F# G Ab B C. Indian classical theory postulates seventy-two seven-tone
scale types, collectively called that, whereas others postulate twelve or ten (depending on the theorist)

seven-tone scale types.

Several heptatonic scales in Western, Roman, Spanish, Hungarian, and Greek music can be analyzed as
juxtapositions of tetrachords. All heptatonic scales have all intervals present in their interval vector
analysis, and thus all heptatonic scales are both hemitonic and tritonic. There is a special affinity for

heptatonic scales in the Western key signature system.

SONG WRITING 9
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Heptatonic Blues Scale

The heptatonic, or seven-note, conception of the blues scale is as a diatonic scale (a major scale) with
lowered third, fifth, and seventh degrees, which is equivalent to the dorian b5 scale, the second mode of
the harmonic major scale. Blues practice is derived from the "conjunction of 'African scales' and the

diatonic western scales".

NotesinC: C D Eb F Gb A Bb C

Minor Pentatonic Scale

Although various hemitonic pentatonic scales might be called minor, the term is most commonly applied
to the relative minor pentatonic derived from the major pentatonic, using scale tones 1, 3, 4, 5, and 7 of
the natural minor scale. (It may also be considered a gapped blues scale.) The C minor pentatonic scale,
the relative of the E-flat pentatonic scale is C, E-flat, F, G, B-flat. The A minor pentatonic, the relative
minor of C pentatonic, comprises the same tones as the C major pentatonic, starting on A, giving A, C, D,

E, G. This minor pentatonic contains all three tones of an A minor triad.

Nonatonic Scale

An essentially nine-note blues scale is defined by Benward and Saker as a chromatic variation of the
major scale featuring a flat third and seventh degrees (in effect substitutions from Dorian mode) which,
"alternating with the normal third and seventh scale degrees are used to create the blues inflection. These

'blue notes' represent the influence of African scales on this music".

NotesinC: C D Eb EF G ABbBC

A different and non-formal way of playing the scale is by the use of quarter tones, added to the 3rd and
7th degrees of the minor blues scale. For example, the A minor blues scale with quarter tones is A—-B—C
half sharp—-D-E—F#—G half sharp, where half sharp is a half sharp. Also, the note D can be used as an

additional note. Guitar players can raise a given note by a quarter tone through bending.

Usage

In jazz, the blues scale is used by improvising musicians in a variety of harmonic contexts. It can be
played for the entire duration of a twelve bar blues progression constructed off the root of the first
dominant seventh chord. For example, a C hexatonic blues scale could be used to improvise a solo over
a C blues chord progression. The blues scale can also be used to improvise over a minor chord. Jazz
educator Jamey Aebersold describes the sound and feel of the blues scale as "funky," "down-home,"

"earthy," or "bluesy."
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Extended Chords

Extended chords, with the exception of a sixth, are built upon a dominant seventh or a major seventh. If it
is not specified as being a major chord, it is assumed to be a dominant seventh. So for example if the
chord is listed as a D9, it's built upon a D dominant seventh, if it's listed as DM9, it’s built upon a D major
seventh. Something else to note is the chords beyond the 9th, may also include the 9th note. So for
example a D11 may or may not include the ninth. Note that as we move through a scale beyond an
octave that certain notes are skipped over. This is because they already exist in the base chord. For
example 8 is the same as the root, 10 is the same as the third, 12 is the same as the 5" and 14 is the
same as the 7". So that leaves us with 9, 11 and 13. The following are the most common extended
chords. With each added note, the number of potential variations increase. For example a major triad has
at least ten variations besides itself with two modifiable notes, the third and the fifth. The variations,
including itself, being: major, minor, sus2, sus4, dim 5™, augmented, diminished, minor augmented, sus2
diminished 5", sus4 diminished 5". So for each of the chords below, there may be many options beyond
the base chord. An example might be C9+ where the fifth is raised by a half-step. The note of the chord
being C, E, Ab, Bb, D

Sixth
A 6th is a triad that has an added note that is a sixth above the root. In the case of C6 the added note is
A. So the chord is: C, E, G, A. The chord Cm6 is C, Eb, G, A.

Ninth
A 9th is a triad that has an added note that is a ninth above the root. In the case of C9 the added note is
D. So the chord is: C, E, G, Bb, D

Eleventh
An eleventh is a dominant seventh with an added eleventh. In the case of C11 the added note is F. So
the chord is: C, E, G, Bb, F. There may also be a 9th, asinC, E, G, Bb, D, F

Thirteenth

A thirteenth is a dominant seventh with an added thirteenth. In the case of C13 the added note is A. So
the chord is: C, E, G, Bb, A. There may also be a 9th and or an 11th included in the chord.
C,E,G,Bb,A or C,E,G,Bb,D,Aor C,E,G,Bb,F,Aor C,E,G,Bb,D,F, A

SONG WRITING 11
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Secondary Chord

A secondary chord is an analytical label for a specific harmonic device that is prevalent in the tonal idiom

of Western music beginning in the common practice period: the use of diatonic functions for tonicization.

Secondary chords are a type of altered or borrowed chord, chords that are not part of the music piece's
key. They are the most common sort of altered chord in tonal music. Secondary chords are referred to by
the function they have and the key or chord in which they function. Conventionally, they are written with
the notation "function/key". Thus, the most common secondary chord, the dominant of the dominant, is
written "V/V" and read as "five of five" or "the dominant of the dominant". The major or minor triad on any
diatonic scale degree may have any secondary function applied to it; secondary functions may even be

applied to diminished triads in some special circumstances.

Secondary chords were not used until the Baroque period and are found more frequently and freely in the
Classical period, even more so in the Romantic period. Composers began to use them less frequently
with the breakdown of conventional harmony in modern classical music—but secondary dominants are a

cornerstone of popular music and jazz in the 20th century.

Secondary Dominant

The term secondary dominant (also applied dominant, artificial dominant, or borrowed dominant) refers to
a major triad or dominant seventh chord built and set to resolve to a scale degree other than the tonic,
with the dominant of the dominant (written as V/V or V of V) being the most frequently encountered. The
chord that the secondary dominant is the dominant of is said to be a temporarily tonicized chord. The
secondary dominant is normally, though not always, followed by the tonicized chord. Tonicizations that

last longer than a phrase are generally regarded as modulations to a new key (or new tonic).

According to music theorists David Beach and Ryan C. McClelland, "the purpose of the secondary
dominant is to place emphasis on a chord within the diatonic progression." The secondary-dominant
terminology is still usually applied even if the chord resolution is nonfunctional. For example, the Viii label

is still used even if the V/ii chord is not followed by ii.

Definition

The major scale contains seven basic chords, which are named with Roman numeral analysis in
ascending order. Because tonic triads are either major or minor, one would not expect to find diminished
chords (either the viio in major or the iio in minor) tonicized by a secondary dominant. It would also not

make sense for the tonic of the key itself to be tonicized.

12 SONG WRITING
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In the key of C major, the five remaining chords are:

i i v V Vi
Dm Em F G Am

Of these chords, the V chord (G major) is said to be the dominant of C major. However, each of the
chords from ii to vi also has its own dominant. For example, V (G major) has a D major triad as its
dominant. These extra dominant chords are not part of the key of C major as such because they include

notes that are not part of the C major scale. Instead, they are secondary dominants.

The notation below shows the secondary-dominant chords for C major. Each chord is accompanied by its
standard number in harmonic notation. In this notation, a secondary dominant is usually labeled with the
formula "V of ..." (dominant chord of); thus "V of ii" stands for the dominant of the ii chord, "V of iii* for the

dominant of iii, and so on. A shorter notation, used below, is "V/ii", "V/iii", etc.

i i v \Y Vi

Dm Em F G Am

Viii Viiii VIVI VIV Vivi

A B C D E

I D E F G A

i Em F#m Gm Am Bm
iii F#m G#m Am Bm C#m
v G A Bb C D

\% A B C D E

Vi Bm C#m Dm Em F#m

In Jazz And Popular Music

In jazz harmony, a secondary dominant is any dominant seventh chord on a weak beat and resolves

downward by a perfect fifth. Thus, a chord is a secondary dominant when it functions as the dominant of

some harmonic element other than the key's tonic and resolves to that element. This is slightly different

from the traditional use of the term, where a secondary dominant does not have to be a seventh chord,

occur on a weak beat, or resolve downward. If a non-diatonic dominant chord is used on a strong beat, it

is considered an extended dominant. If it doesn't resolve downward, it may be a borrowed chord.

SONG WRITING
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Bebop Cliché Arpeggio
Upwards from the third to the ninth of A7b9, which is the secondary dominant of D minor, the ii chord in
the key of C (V/ii). The ii note in C is D. The V note of D is A.

Key Degree | ii iii v \% Vi

Key of C: C D E F G A

Key of D: D E F# G A B
1 3 5 7 b9

A7b9 A C# E G Bb

DinCh 5 7 5 3 5 7 b9 1
DinC 3 5 3 2 3 5 6
Arp E F F# G E C# E G Bb A
Notes Q E E E E E E E E Er Q

Chord Progression: I'd Like To Teach The World To Sing. The V chord in F is C. The V chord of C is G.
I VIV Y, v Y,

F G7 C Bb C

Secondary dominants are used in jazz harmony in the bebop blues and other blues progression
variations, as are substitute dominants and turnarounds. In some jazz tunes, all or almost all of the
chords that are used are dominant chords. For example, in the standard jazz chord progression ii—V-lI,
which would normally be Dm—G7—-C in the key of C major, some tunes will use D7-G7-C7. Since jazz

tunes are often based on the circle of fifths, this creates long sequences of secondary dominants.

Secondary dominants are also used in popular music. Examples include 117 (V7/V) in Bob Dylan's "Don't
Think Twice, It's All Right" and 1117 (V7/vi) in Betty Everett's "The Shoop Shoop Song (It's in His Kiss)".
"Five Foot Two, Eyes of Blue" features chains of secondary dominants. "Sweet Georgia Brown" opens
with VIVIV-VIV=V—I.

Extended Dominant

An extended dominant chord is a secondary dominant seventh chord that resolves down by a fifth to
another dominant seventh chord. A series of extended dominant chords continues to resolve downwards
by the circle of fifths until it reaches the tonic chord. The most common extended dominant chord is the
tertiary dominant, which resolves to a secondary dominant. For example, V/V/V (in C major, A(7))
resolves to V/V (D(7)), which resolves to V (G(7)), which resolves to I. Note that V/V/V is the same chord

as Vi, but differs in its resolution to a major dominant rather than a minor chord.

14 SONG WRITING
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Quaternary dominants are rarer, but an example is the bridge section of the rhythm changes, which starts
from VIVIVIV (in C major, E(7)). The example below from Chopin's Polonaises, Op. 26, No. 1 (1835) has
a quaternary dominant in the second beat (V/ii = VIVIV, VIvi = VIVIVIV).

Secondary Leading-Tone

In music theory, a secondary leading-tone chord or secondary diminished seventh (as in seventh scale
degree or leading-tone, not necessarily seventh chord) is a secondary chord that is the leading-tone triad
or seventh chord of the tonicized chord, rather than its dominant. In contrast to secondary dominant
chords, these chords resolve up a half step. Fully diminished seventh chords are more common than half-

diminished seventh chords and one may also find diminished triads (without sevenths).

Secondary leading-tone chords may resolve to either a major or minor diatonic triad:

In major keys i iii \Y V Vi

In minor keys Il iv V VI

The type of diminished seventh chord is typically related to the type of tonicized triad:

If the tonicized triad is minor, the leading-tone chord is fully diminished seventh chord.

If it is major, the leading-tone chord may be either half-diminished or fully diminished, though fully

diminished chords are used more often.
Especially in four-part writing, the seventh should resolve downwards by step and if possible the lower

tritone should resolve appropriately, inwards if a diminished fifth and outwards if an augmented fourth, as
the example below shows.

Some Progressions

Key of F:
M7 viio7/ii i7 viio7/iii ii7
FM7 F#dim7 Gm7  G#o7 Am7

SONG WRITING 15
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Tritones

In music theory, the tritone is defined as a musical interval composed of three adjacent whole

tones (six semitones). For instance, the interval from F up to the B above it (in short, F-B) is a
tritone as it can be decomposed into the three adjacent whole tones F-G, G-A, and A-B. According
to this definition, within a diatonic scale there is only one tritone for each octave.

For instance, the above-mentioned interval F-B is the only tritone formed from the notes of the

C major scale. A tritone is also commonly defined as an interval spanning six semitones.

According to this definition, a diatonic scale contains two tritones for each octave.

For instance, the above-mentioned C major scale contains the tritones F-B (from F to the B above it,
also called augmented fourth) and B—F (from B to the F above it, also called diminished fifth,
semidiapente, or semitritonus). In twelve-equal temperament, the tritone divides the octave exactly

in half as 6 of 12 semitones or 600 of 1,200 cents.

In classical music, the tritone is a harmonic and melodic dissonance and is important in the study
of musical harmony. The tritone can be used to avoid traditional tonality: "Any tendency for a
tonality to emerge may be avoided by introducing a note three whole tones distant from the key
note of that tonality." The tritone found in the dominant seventh chord can also drive the

piece of music towards resolution with its tonic. These various uses exhibit the flexibility,

ubiquity, and distinctness of the tritone in music.

The condition of having tritones is called tritonia; that of having no tritones is atritonia.

A musical scale or chord containing tritones is called tritonic; one without tritones is atritonic.

Leading-Tone

In music theory, a leading-tone (also subsemitone, and called the leading-note in the UK) is a note
or pitch which resolves or "leads" to a note one semitone higher or lower, being a lower and upper
leading-tone, respectively. Typically, the leading tone refers to the seventh scale degree of a
major scale (scale degree 7), a major seventh above the tonic. In the movable do solfége system,

the leading-tone is sung as ti.
A leading-tone triad is a triad built on the seventh scale degree in a major key (viio in Roman

numeral analysis), while a leading-tone seventh chord is a seventh chord built on the seventh scale
degree (vii7b5).

16 SONG WRITING
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Passing Chord

In music, a passing chord is a chord that connects, or passes between, the notes of two diatonic
chords. Any chord that moves between one diatonic chord and another one nearby may be loosely
termed a passing chord. A diatonic passing chord may be inserted into a pre-existing progression
that moves by a major or minor third in order to create more movement. In between chords that
help you get from one chord to another are called passing chords. For example, in the simple chord

progression in the key of C Major, which goes from:

IM7
Cmaj7

ii7
Em7

i7
Dm7

V7
G7

The diatonic (this means "from the scale of the tonic") passing chord (Dm7) may be inserted:

IM7 i7
Cmaj7 Dm7

ii7
Em7

i7
Dm7

V7
G7

Or the chromatic passing chord (Ebm7) may be inserted:

IM7
Cmaj7

ii7 biii7
Em7 Ebm7

ii7
Dm7

V7
G7

Or one or more secondary dominants may be inserted: In this example, the B7 is the secondary dominant

of Em7 and the A7 is the secondary dominant of Dm7

\Y
G7

i
Dm7

M7 Viiii
Cmaj7 B7

iii Vlii
Em7 A7

A chromatic passing chord is, "a chord that is not in the harmonized scale" For example, one or

more diminished seventh chords may be inserted:

i7
Dm7

V7
G7

i viio7/ii
Em7 C#dim7

IM7 viio7/iii
Cmaj7 D#dim7

In the previous example, the D# dim7 is the viio7 of Em7 and the C# dim7 is the viio7 of Dm7.
Passing chords may be consonant or dissonant and may include flat fifth substitution, scalewise
substitution, dominant minor substitution, approach chords, and bass-line-directed substitution.

Passing chords may be written into a lead sheet by a composer, songwriter, or arranger.

SONG WRITING 17
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As well, particularly in smaller ensembles, such as the organ trio or jazz quartet, the comping
(chord-playing) rhythm section instrumentalists (e.g., jazz guitar, jazz piano, Hammond organ)

may improvise passing chords. With large ensembles, such as a big band, the comping players may
have less freedom to improvise passing chords, because the composer/arranger may have already
written in passing chords into the written horn parts, which might clash with improvised passing

chords played by a comping musician. The freedom of comping musicians to improvise passing chords
also depends on the tempo. In a very slow ballad, if a chord-playing musician adds in an

improvised diminished chord for a half a bar, this may "clash" with the melody notes or chords

played by other performers. On the other hand, in an extremely up-tempo (fast) bebop tune,

a comping musician could add improvised passing chords with more freedom, because each bar goes

by so fast.

Musical Counterpoint

In music, counterpoint is the relationship between two or more musical lines (or voices) which are

harmonically interdependent yet independent in rhythm and melodic contour. It has been most commonly
identified in the European classical tradition, strongly developing during the Renaissance and in much of
the common practice period, especially in the Baroque period. The term originates from the Latin punctus

contra punctum meaning "point against point", i.e. "note against note".

There are several different forms of counterpoint, including imitative counterpoint and free counterpoint.
Imitative counterpoint involves the repetition of a main melodic idea across different vocal parts, with or
without variation. Compositions written in free counterpoint often incorporate non-traditional harmonies

and chords, chromaticism and dissonance.

General Principles of Counterpoint
The term "counterpoint” has been used to designate a voice or even an entire composition. Counterpoint
focuses on melodic interaction—only secondarily on the harmonies produced by that interaction. In the

words of John Rahn:

It is hard to write a beautiful song. It is harder to write several individually beautiful songs that, when sung
simultaneously, sound as a more beautiful polyphonic whole. The internal structures that create each of
the voices separately must contribute to the emergent structure of the polyphony, which in turn must
reinforce and comment on the structures of the individual voices. The way that is accomplished in detail is

... ‘counterpoint'.

18 SONG WRITING
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Work initiated by Guerino Mazzola (born 1947) has given counterpoint theory a mathematical foundation.
In particular, Mazzola's model gives a structural (and not psychological) foundation of forbidden parallels

of fifths and the dissonant fourth. Octavio Agustin has extended the model to microtonal contexts.

In counterpoint, the functional independence of voices is the prime concern. The violation of this principle
leads to special effects, which are avoided in counterpoint. In organ registers, certain interval
combinations and chords are activated by a single key so that playing a melody results in parallel voice
leading. These voices, losing independence, are fused into one and the parallel chords are perceived as
single tones with a new timbre. This effect is also used in orchestral arrangements; for instance, in
Ravel’s Bolero #5 the parallel parts of flutes, horn and celesta resemble the sound of an electric organ. In
counterpoint, parallel voices are prohibited because they violate the homogeneity of musical texture when

independent voices occasionally disappear turning into a new timbre quality and vice versa.

Development of Counterpoint
Some examples of related compositional techniques include: the round (familiar in folk traditions), the
canon, and perhaps the most complex contrapuntal convention: the fugue. All of these are examples of

imitative counterpoint.

Species Counterpoint
Species counterpoint was developed as a pedagogical tool in which students progress through several
"species" of increasing complexity, with a very simple part that remains constant known as the cantus
firmus (Latin for "fixed melody"). Species counterpoint generally offers less freedom to the composer than
other types of counterpoint and therefore is called a "strict" counterpoint. The student gradually attains the
ability to write free counterpoint (that is, less rigorously constrained counterpoint, usually without a cantus
firmus) according to the given rules at the time. The idea is at least as old as 1532, when Giovanni Maria
Lanfranco described a similar concept in his Scintille di musica (Brescia, 1533). The 16th-century
Venetian theorist Zarlino elaborated on the idea in his influential Le institutioni harmoniche, and it was first
presented in a codified form in 1619 by Lodovico Zacconi in his Prattica di musica. Zacconi, unlike later
theorists, included a few extra contrapuntal techniques, such as invertible counterpoint.
In 1725 Johann Joseph Fux published Gradus ad Parnassum (Steps to Parnassus), in which he
described five species:

1. Note against note;

2. Two notes against one;

3. Four notes against one;

4. Notes offset against each other (as suspensions);

5

All the first four species together, as "florid" counterpoint.
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A succession of later theorists quite closely imitated Fux's seminal work, often with some small and

idiosyncratic modifications in the rules. Many of Fux's rules concerning the purely linear construction of

melodies have their origin in solfeggi. Concerning the common practice era, alterations to the melodic

rules were introduced to enable the function of certain harmonic forms. The combination of these

melodies produced the basic harmonic structure, the figured bass.

Considerations For All Species

The following rules apply to melodic writing in each species, for each part:

The final note must be approached by step. If the final is approached from below, then the
leading tone must be raised in a minor key (Dorian, Hypodorian, Aeolian, Hypoaeolian), but not in
Phrygian or Hypophrygian mode. Thus, in the Dorian mode on D, a C# is necessary at the
cadence.

Permitted melodic intervals are the perfect unison, fourth, fifth, and octave, as well as the major
and minor second, major and minor third, and ascending minor sixth. The ascending minor sixth

must be immediately followed by motion downwards.

If writing two skips in the same direction—something that must be only rarely done—the second
must be smaller than the first, and the interval between the first and the third note may not be
dissonant. The three notes should be from the same triad; if this is impossible, they should not
outline more than one octave. In general, do not write more than two skips in the same direction.
If writing a skip in one direction, it is best to proceed after the skip with step-wise motion in the
other direction.

The interval of a tritone in three notes should be avoided (for example, an ascending melodic
motion F—A-B) as is the interval of a seventh in three notes.

There must be a climax or high point in the line countering the cantus firmus. This usually occurs
somewhere in the middle of exercise and must occur on a strong beat.

An outlining of a seventh is avoided within a single line moving in the same direction.

And, in all species, the following rules govern the combination of the parts:

20
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The counterpoint must begin and end on a perfect consonance.

Contrary motion should dominate.

Perfect consonances must be approached by oblique or contrary motion.

Imperfect consonances may be approached by any type of motion.

The interval of a tenth should not be exceeded between two adjacent parts unless by necessity.

Build from the bass, upward.

SONG WRITING
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First Species

In first species counterpoint, each note in every added part (parts being also referred to as lines or

voices) sounds against one note in the cantus firmus. Notes in all parts are sounded simultaneously, and

move against each other simultaneously. Since all notes in First species counterpoint are whole notes,

rhythmic independence is not available. In the present context, a "step"” is a melodic interval of a half or

whole step. A "skip" is an interval of a third or fourth. An interval of a fifth or larger is referred to as a

|||eap||.

A few further rules given by Fux, by study of the Palestrina style, and usually given in the works of later

counterpoint pedagogues, are as follows.

10.

Begin and end on either the unison, octave, or fifth, unless the added part is underneath, in which
case begin and end only on unison or octave.

Use no unisons except at the beginning or end.

Avoid parallel fifths or octaves between any two parts; and avoid "hidden" parallel fifths or
octaves: that is, movement by similar motion to a perfect fifth or octave, unless one part
(sometimes restricted to the higher of the parts) moves by step.

Avoid moving in parallel fourths. (In practice Palestrina and others frequently allowed themselves
such progressions, especially if they do not involve the lowest of the parts.)

Do not use an interval more than three times in a row.

Attempt to use up to three parallel thirds or sixths in a row.

Attempt to keep any two adjacent parts within a tenth of each other, unless an exceptionally
pleasing line can be written by moving outside that range.

Avoid having any two parts move in the same direction by skip.

Attempt to have as much contrary motion as possible.

Avoid dissonant intervals between any two parts: major or minor second, major or minor seventh,

any augmented or diminished interval, and perfect fourth (in many contexts).

In the adjacent example in two parts, 51 -

. . y - — — o AN & ] >
the cantus firmus is the lower part. [ T ] — b

, . e/
(The same cantus firmus is used for A
later examples also. Each is in the B
. L >

Dorian mode.) Cy8 ] iy i¥ =2 ¥
First Species D A B D C# D

Cantus Firmus D F G F E D
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Second Species
In second species counterpoint, two notes in each of the added parts work against each longer note in
the given part. Additional considerations in second species counterpoint are as follows, and are in

addition to the considerations for first species:

1. Iltis permissible to begin on an upbeat, leaving a half-rest in the added voice.

2. The accented beat must have only consonance (perfect or imperfect). The unaccented beat may
have dissonance, but only as a passing tone, i.e. it must be approached and left by step in the
same direction.

3. Avoid the interval of the unison except at the beginning or end of the example, except that it may
occur on the unaccented portion of the bar.

4. Use caution with successive accented perfect fifths or octaves. They must not be used as part of
a sequential pattern. The example show is weak due to similar motion in the second measure in
both voices. A good rule to follow: if one voice skips or jumps try to use step-wise motion in the

other voice or at the very least contrary motion.

[4) ] I

o 1 ] 1 1L =

Fil F i} 1 1 il F o 1 il 1 1L A —

| Fan [ | | il 1 [ = T ﬂ
S | 1 1 1 1

e/ I | 1 I

[4)

; ﬂ
Fal ]

| Fan T W) =

S [ & ] — [ & ] =

(3 L& ] — L& ]
Second Species: A D C|BE D A B C# D
Cantus Firmus: D F G F E D

In second species counterpoint, two notes in each of the added parts work against each longer note in
the given part. Additional considerations in second species counterpoint are as follows, and are in

addition to the considerations for first species:

1. Itis permissible to begin on an upbeat, leaving a half-rest in the added voice.

2. The accented beat must have only consonance (perfect or imperfect). The unaccented beat may
have dissonance, but only as a passing tone, i.e. it must be approached and left by step in the
same direction.

3. Avoid the interval of the unison except at the beginning or end of the example, except that it may
occur on the unaccented portion of the bar.

4. Use caution with successive accented perfect fifths or octaves. They must not be used as part of

a sequential pattern. The example show is weak due to similar motion in the second measure in
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both voices. A good rule to follow: if one voice skips or jumps try to use step-wise motion in the

other voice or at the very least contrary motion.

Third Species

M

&
g
;
ﬂ
\

o

F il i

| o T, W) i

S bl [ % ] — [ % ] =

(Y] O o O

Third Species DEFG |ABCD EDCB ABCA GABC# |D
Cantus Firmus D F G F E D

In third species counterpoint, four (or three, etc.) notes move against each longer note in the given part.

Three special figures are introduced into third species and later added to fifth species, and ultimately
outside the restrictions of species writing. There are three figures to consider: The nota cambiata, double

neighbor tones, and double passing tones.

Double neighbor tones: the figure is prolonged over four beats and allows special dissonances. The
upper and lower tones are prepared on beat 1 and resolved on beat 4. The fifth note or downbeat of the
next measure should move by step in the same direction as the last two notes of the double neighbor
figure. Lastly a double passing tone allows two dissonant passing tones in a row. The figure would consist
of 4 notes moving in the same direction by step. The two notes that allow dissonance would be beat 2
and 3 or 3 and 4. The dissonant interval of a fourth would proceed into a diminished fifth and the next

note would resolve at the interval of a sixth.

Fourth Species

In fourth species counterpoint, some notes are sustained or suspended in an added part while notes
move against them in the given part, often creating a dissonance on the beat, followed by the suspended
note then changing (and "catching up") to create a subsequent consonance with the note in the given part
as it continues to sound. As before, fourth species counterpoint is called expanded when the added-part
notes vary in length among themselves. The technique requires chains of notes sustained across the
boundaries determined by beat, and so creates syncopation. Also it is important to note that a dissonant
interval is allowed on beat 1 because of the syncopation created by the suspension. While it is not

incorrect to start with a half note, it is also common to start 4th species with a half rest.
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Fifth Species (florid counterpoint)

In fifth species counterpoint, sometimes called florid counterpoint, the other four species of counterpoint
are combined within the added parts. In the example, the first and second bars are second species, the
third bar is third species, the fourth and fifth bars are third and embellished fourth species, and the final

bar is first species. In florid counterpoint it is important that no one species dominates the composition.
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Fifth Species: A DC CCDE |FED |DC#BC# D
Cantus Firmus: D F G F E D

Contrapuntal Derivations

Since the Renaissance period in European music, much contrapuntal music has been written in imitative
counterpoint. In imitative counterpoint, two or more voices enter at different times, and (especially when
entering) each voice repeats some version of the same melodic element. The fantasia, the ricercar, and
later, the canon and fugue (the contrapuntal form par excellence) all feature imitative counterpoint, which
also frequently appears in choral works such as motets and madrigals. Imitative counterpoint spawned a

number of devices, including:
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Melodic Inversion

The inverse of a given fragment of melody is the fragment turned upside down—so if the original
fragment has a rising major third (see interval), the inverted fragment has a falling major (or perhaps
minor) third, etc. (Compare, in twelve-tone technique, the inversion of the tone row, which is the so-called
prime series turned upside down.) (Note: in invertible counterpoint, including double and triple
counterpoint, the term inversion is used in a different sense altogether. At least one pair of parts is
switched, so that the one that was higher becomes lower. See Inversion in counterpoint; it is not a kind of

imitation, but a rearrangement of the parts.)

Retrograde

Whereby an imitative voice sounds the melody backwards in relation to the leading voice.

Retrograde Inversion

Where the imitative voice sounds the melody backwards and upside-down at once.

Augmentation

When in one of the parts in imitative counterpoint the note values are extended in duration compared to

the rate at which they were sounded when introduced.

Diminution
When in one of the parts in imitative counterpoint the note values are reduced in duration compared to

the rate at which they were sounded when introduced.

Free counterpoint

Broadly speaking, due to the development of harmony, from the Baroque period on, most contrapuntal
compositions were written in the style of free counterpoint. This means that the general focus of the
composer had shifted away from how the intervals of added melodies related to a cantus firmus,

and more toward how they related to each other.

Nonetheless, according to Kent Kennan: "....actual teaching in that fashion (free counterpoint) did not
become widespread until the late nineteenth century."[19] Young composers of the eighteenth and
nineteenth centuries, such as Mozart, Beethoven, and Schumann, were still educated in the style

of "strict" counterpoint, but in practice, they would look for ways to expand on the traditional concepts of

the subject.
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Main features of free counterpoint:
1. All forbidden chords, such as second-inversion, seventh, ninth etc., can be used freely in principle
of harmony.
2. Chromaticism is allowed
3. The restrictions about rhythmic-placement of dissonance are removed. It is possible to use
passing tones on the accented beat.

4. Appoggiatura is available: dissonance tones can be approached by leaps.

Linear counterpoint

Linear counterpoint is "a purely horizontal technique in which the integrity of the individual melodic lines is
not sacrificed to harmonic considerations. "Its distinctive feature is rather the concept of melody, which
served as the starting-point for the adherents of the 'new objectivity' when they set up linear counterpoint
as an anti-type to the Romantic harmony." The voice parts move freely, irrespective of the effects their
combined motions may create." In other words, either "the domination of the horizontal (linear) aspects

over the vertical" is featured or the "harmonic control of lines is rejected.”

Associated with neoclassicism, the technique was first used in Igor Stravinsky's Octet (1923), inspired by
J. S. Bach and Giovanni Palestrina. However, according to Knud Jeppesen: "Bach's and Palestrina's
points of departure are antipodal. Palestrina starts out from lines and arrives at

chords; Bach's music grows out of an ideally harmonic background, against which the voices develop with

a bold independence that is often breath-taking."

According to Cunningham, linear harmony is "a frequent approach in the 20th century...[in which lines]
are combined with almost careless abandon in the hopes that new 'chords' and 'progressions'...will

result.” It is possible with "any kind of line, diatonic or duodecuple”.

Dissonant Counterpoint

Dissonant counterpoint was originally theorized by Charles Seeger as "at first purely a school-room
discipline," consisting of species counterpoint but with all the traditional rules reversed. First species
counterpoint must be all dissonances, establishing "dissonance, rather than consonance,

as the rule," and consonances are "resolved" through a skip, not step. He wrote that "the effect of this
discipline" was "one of purification". Other aspects of composition, such as rhythm, could be "dissonated"

by applying the same principle.
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Turnaround

In jazz, a turnaround is a passage at the end of a section which leads to the next section. This next
section is most often the repetition of the previous section or the entire piece or song. The turnaround

may lead back to this section either harmonically, as a chord progression, or melodically.

Typical Examples

Typical turnarounds in jazz include:

[—vi—ii—V (i~V—I turnaround, circle progression)
[-VI-ii-V

[—VI-I1l-V (I-V/5i-VIV=V)

| — biiio —ii7 — V7

| —vi—bVI7T#11 -V

V—IV-—I (blues turnaround)

I —blll —bVI-blI7 (Tadd Dameron turnaround)

i - VI-ii -V

Turnarounds typically begin with the tonic (I) (or a tonic substitute such as iii) and end on the dominant
(V7), the next section starting on the tonic (I). They may also end on bll7 (which is a dominant substitute).
Thus when used in a twelve bar blues pattern, the twelfth bar may end on the dominant. All of the chords
in a turnaround may be seventh chords, typically dominant seventh chords for major chords and minor

seventh chords for minor chords (e.g., ii7).

Harmonic Alternatives

Sometimes, especially in blues music, musicians will take chords which are normally minor chords and
make them major. The most popular example is the | — VI —ii — V — | progression; normally, the vi chord
would be a minor chord (or m7, m6, mb6 etc.) but here the major third makes it a secondary dominant
leading to ii, i.e. V/ii. Take the example in C major: C — A — Dm — G(7). The third of the VI chord (in this

case, C#) allows for chromatic movement from C (the root of I) to C# (the third of VI) to D (the root of ii).

Similar chromaticism and harmonic interest can be achieved by the use of a secondary dominant of V, for
example V7/V — V7 — | (that is, II7 — V7 — 1), instead of ii — V — |. Another popular turnaround which may
be considered as a secondary dominant analysis is ii — bV/V — 1 (i.e. ii — bll — ), which is a variation on
the standard ii — V — | turnaround. In jazz parlance, use of the bll instead of the V is known as tritone
substitution. Using bV/V instead of V allows for a smooth chromatic descent. Again, let us examine C
major; the original turnaround would be Dm — G(7) — C, while the modified would be Dm — Db — C. The
obvious chromatic movement is thorough; it is apparent in the roots (D — Db — C), thirds (F—F — E; F is
often used as a pedal tone), and fifths (A — Ab — G).
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While in that particular example the bV/V can be considered a Neapolitan chord, the more typical
functional analysis in the context of the jazz idiom is that it is not a secondary dominant (bV7/V) but bll7,
a substitute dominant (tritone substitution). Harmonically, bll7 functions exactly as V7/l does, because
the two chords enharmonically contain the same tritone, which is the critical harmonic element in the
resolution from dominant to tonic. The half step downward motion of the roots of those chords, as seen in

ii —bll7 — I, forms the familiar line cliché, arriving satisfyingly at the tonic.

Secondary dominant refers to the functional dominant of the key's dominant or another non-tonic chord,
while substitute dominant refers to an alternative functional dominant of the key's tonic. The extending of
dominants to secondaries (or beyond) is a practice which remains firmly inside the circle of fifths, while

the substitution of dominants replaces that cycle with one of minor-second intervals.

I —vi—ii —V may be transformed through various chord substitutions. For example, the vi and ii chords
may be substituted with dominant chords, giving | — VI7 — 117 =V or C — A7 — D7 — G, the ragtime
progression. The tritone substitution may be applied to the vi and V chords, giving C — Eb7 — D7 — Db7,
or to every chord but the I, giving C — Eb7 — AbM7 — Db?7.
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The Circle Of Fifths

Here's how it works. If | construct a circle like a
clock and | start at the top with C and moving
clockwise | set the numbers of the clock with the
key that is a perfect fifth (A perfect fifth being 3
whole tones and a half tone apart or 7 half tones
apart) above the previous note until | get to C#. |

will get the following diagram:

=] G =] &

I Parfid Sih I Parfuid Sih I Parfid Sih I

Series of perfect fifths

The above illustration shows how to build the circle

from C to A. If you continue on you will get the

diagram at the right:

The Circle of 5ths

C

The Circle of 5ths

C
G

Cﬁ

Next | go back to the top of the clock and | work my
way down the other side counter-clockwise moving
a perfect fifth in the other direction until | reach C-

flat.

Note: | have removed what was done in the
previous step for clarity. In the next step you will

see the whole diagram as it should look.

A

I Pafisd Sl I Piafiasd Sk I Prsfias Sl 1 Psfisd Sl

Series of perfect fifths
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The Circle of 5ths

From this diagram you can determine:

C
F G e Key signatures and which notes are
modified
BI’ D e All the chords in the key and their type

e Chord progressions

A ¢ Relative Keys

D" C¥ b C'B

G

Key Signatures

Look at the Circle Of Fifths as if it were a clock.

I
v C \4 The 12 o’clock position is C and it has zero
F G sharps or flats.
b ii L :
B D The 1 o’clock position is G and it has 1 sharp.
The 2 o’clock position is D and it has 2 sharps.

. The 3 o’clock position is A and it has 3 sharps.
A vi The 4 o’clock position is A and it has 4 sharps.
The 5 o’clock position is A and it has 5 sharps.

Ab E The 6 o’clock position is A and it has 6 sharps.
iii
b s B Going the other direction from 12 o’clock are
D G vii©® the flat keys.

The 11 o'clock position is F and it has 1 flat.
The 10 o’clock position is Bb and it has 2 flats.
The 9 o’clock position is Bb and it has 3 flats.
The 8 o’clock position is Ab and it has 4 flats.
The 7 o’clock position is Db and it has 5 flats.
The 6 o’clock position is Gb and it has 6 flats.
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Chords In The Key

One of the coolest things about the circle of fifths I
diagram is you can instantly tell what every chord is 1AY
in every key just by looking at its relationship to the F C G

root note.

In this illustration roman numerals show the degree

and chord type within the key of C. This pattern Eb A vi
repeats around the wheel, so all you have to do is
find the key and then locate by position all of the Ab E iii
relative chords. Db Gb B -
vil
Clock Position Chord in Key Root Name Position & Direction From Root
I 12:00 C Tonic or Root Root Position
ii 2:00 Dm Supertonic 2 positions clockwise
iii 4:00 Em Mediant 4 positions clockwise
v 11:00 F Subdominant 1 position counter-clockwise
\% 1:00 G Dominant 1 position clockwise
Vi 3:00 Am Submediant 3 positions clockwise
vii®  5:00 Bdim Leading Note 5 positions clockwise

If you apply this pattern to any chosen root note you can figure out all of the other notes and chords in the

key.

Chord Progressions From The Circle Of 5ths

First you can develop chord progressions from within the key. Also you can take advantage of the fact
that each note going right (clockwise) is a perfect fifth apart and going left (counter clockwise) is a perfect
fourth. Knowing that the dominant seventh wants to resolve to a fourth below you can just work your way
around the wheel going from dominant seventh to dominant seventh until you reach your destination. For
example if | am in the key of A and | want to change to the key of C, | can create a dominant seventh
progression to get me there. A7 wants to resolve to D, D7 wants to resolve to G, G7 wants to resolve to C

and we've reached our destination.
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Relative Keys From The Circle Of 5ths

One thing to note is that the keys surrounding a key are very close to the selected key. For example if you
look at the key of C. The keys directly to the left and right are only off by one note from the key of C. C
has no sharps or flats. G has one sharp, F has one flat. The same holds true around the wheel. Any

selected key will differ by one note relative to the adjacent keys to the left and the right of it.

Chord Progressions

Three-chord progressions

Three-chord progression are more common since a melody may then dwell on any note of the scale.
They are often presented as successions of four chords (as shown below), in order to produce a binary
harmonic rhythm. Here are the four bar permutations of the three chords C, F and G, where the starting

chord must be the root chord and the remaining chords may or may not contain the root chord:

I I v \Y C C F G
I v I \% C F C G
I v \% I C F G C
I I \% v C C G F
I \% I v C G C F
I \Y v I C G F C
I v v \Y C F F G
I v \Y v C F G F
I \% v v C G F F
I v \% \% C F G G
I \% v \% C G F G
I \% \% v C G G F

Often the chords may be selected to fit a pre-conceived melody, but just as often it is the progression
itself that gives rise to the melody. Similar progressions abound in African popular music. They may be
varied by the addition of sevenths (or other scale degrees) to any chord or by substitution of the relative
minor of the IV chord to give, for example, I-ii—V. This sequence, using the ii chord, is also used

cadentially in a common chord progression of jazz harmony, the so-called ii—V-I turnaround.
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Where such a simple sequence does not represent the entire harmonic structure of a piece, it may readily
be extended for greater variety. Frequently, an opening phrase has the progression I-1IV-V-V, which
ends on an unresolved dominant, may be "answered" by a similar phrase that resolves back onto the

tonic chord, giving a structure of double the length:

v v Vv C F G G
v v cC F G C

Additionally, such a passage may be alternated with a different progression to give a simple binary or

ternary form such as that of the popular 32-bar form.

12 Bar Blues

The 12-bar blues and its many variants use a three-line form of the | IV V progression that has generated

countless hit records. There are many variants, here are a few:

Basic 12 Bar Blues Shuffle Blues
I I I I I I I I
v v I v v I I
vV Vv I I Vv v I I
C C C C
F F cC C F C C
cC C C C
Quick To Four Seventh Chord Variation
I v I I I v I 17
v v I I v V7 I 17
\Y, v I I \Y v I V7
C C F7 C Cc7
F C C F F7 C Cc7
C C F C G7
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Basic Jazz Blues Progression with Turnarounds

When the last bar contains the dominant, that bar may be called a turnaround: V7-I

In jazz, twelve-bar blues progressions are expanded with moving substitutions and chordal variations.

The cadence (or last four measures) uniquely leads to the root by perfect intervals of fourths.

17 V7 #IV°7 17 V717 c7 F7 F#°7  C7 Gm7 C7
V7 #IV°e7 17 ii7 vI7 F7 F#°7 c7 Em7 A7
iz Vv7 iz viz - 17 v7 Dm7 G7 Em7 A7 D7 G7
Bebop Blues:

17 V7 17 v7 17

V7 #IV°7 17 Vliib9

ii7 V7 17 Viiib9 ii7 V7

c7 F7 c7 Gm7 C7

F7 F#°7 c7 A7(b9)

Dm7 G7 C7 A7(b9) Dm7 G7

Bebop Blues Variation:

17 V7 17 17
V7 17 #IVe7 17 V/iib9
i7 V7 17 Vi/iib9 i7 V7
Cc7 F7 Cc7 Cc7

F7 C7 F#°7 Cc7 A7(b9)
Dm7 G7 C7 A7(b9) Dm7 G7
Minor Blues

There are also minor twelve-bar blues, such as John Coltrane's "Equinox" and "Mr. P.C.", and "Why Don't
You Do Right?", made famous by Lil Green with Big Bill Broonzy. The chord on the fifth scale degree may
be major (V7) or minor (v7), in which case it fits a dorian scale along with the minor i7 and iv7 chords,
creating a modal feeling. Major and minor can also be mixed together, a signature characteristic of the

music of Charles Brown.
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Minor Blues
i7 i7
iv7 iv7
bvliz V7

Bird Changes

SONG WRITING

Cm7 Cm7
Fm7 Fm7
G#7 G7

Cm7
Cm7
Cm7

35

Cm7
Cm7
Cm7

The Blues for Alice changes, Bird changes, Bird Blues, or New York Blues changes, is a chord

progression, often named after Charlie Parker ("Bird"), which is a variation of the twelve-bar blues.

The progression uses a series of sequential ii—V or secondary ii—V progressions, and has been used in

pieces such as Parker's "Blues for Alice". Toots Thielemans's "Bluesette" and Parker's "Confirmation"

also have similar progressions. Nikka Costa's 1983 song "First Love" also featured the progression on its

chorus.

Typical Jazz Blues

17 V7
V7 V7

i7 V7

Cc7 F7

F7 F7
Dm7 G7

8 Bar Blues

17

c7
Cc7
C7 A7

17
iz VI7
i7 V7

c7
Em7 A7
Dm7 G7

Bird Jazz Blues

IM7
V7
ii7

CM7
F7
Dm7

viie 117
iv7 Vb
V7

B° E7
Fm7 Bb7
G7

vi7 117
iz VI7
IM7  VI7

Am7 D7
Em7 A7
CM7 A7

v7 17
iiib7 Vib7
i7 V7

Gm7 C7
Ebm7 Ab7
Dm7 G7

In music, an eight-bar blues is a common blues chord progression. Music writers have described it as "the

second most common blues form" being "common to folk, rock, and jazz forms of the blues". It is often

notated in 4/4 or 12/8 time with eight bars to the verse. Early examples of eight-bar blues

standards include: "How Long Blues" (Leroy Carr, 1928) , "Nobody Knows You When You're Down and
Out" (Bessie Smith, 1929)

8 Bar Blues
| V7
| V7
C G7
C G7

V7

F7

V7

F7

V7
V7

F7
G7

Worried Life Blues
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Heartbreak Hotel Slow Down Blues

| | v \Y, 17 V7 V7 V7
| \Y (Y} |V 17 V7 17 V7
C C F F c7 G7 F7 F7
C G CF C G c7 G7 c7 G7
Sitting On Top Of The World Nina Simone — Trouble In Mind
| 17 v iv | 17 v iv
17 \Y 17 v 17 Vv I VI7 iV (Y} IV
C c7 F7 Fm C c7 F Fm
c7 G C7 F C7 G C A7 Dm G C F C G
Creep

| 1] v iv

V7 V7 17 V7

C E F7 Fm

G7 F7 c7 G7

16 Bar Blues

The sixteen-bar blues can be a variation on the standard twelve-bar blues or on the less common eight-

bar blues. Sixteen-bar blues is also used commonly in ragtime music.

Basic 16 Bar Blues 16 Bar Blues Variation

| | | | | | | |

| | | | v \Y, | |

\Y, \Y, | | v v VorlvV VorlV
v Vorlv I | | | | |

C C C C C C C C

C C C C F F C C

F F C C G G G orF G orF
G GorF C C C C C C
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16 Bar Blues Variation 16 Bar Blues Variation

| | | | | | | |

\Y, \Y, | | \Y, \Y, | |

\Y, \Y, | | v Volv V V oor IV
v Vorlv I | v Vorlv I |

C C C C C C C C

F F C C F F C C

F F C C G G orF G G orF
G G orF C C G GorF C C

16 Bar Blues Variation

\Y4 v I I
\Y; v \Y; \Y4
I I I I
C C C C
F F C C
G F G F
C C C C
32 Bar Form

The 32-bar form, also known as the AABA song form, American popular song form and the ballad form, is
a song structure commonly found in Tin Pan Alley songs and other American popular music, especially in
the first half of the 20th century.

As its alternative name AABA implies, this song form consists of four sections: an eight-bar A section; a
second eight-bar A section (which may have slight changes from the first A section); an eight-bar B
section, often with contrasting harmony or "feel"; and a final eight-bar A section. The core melody line is

generally retained in each A section, although variations may be added, particularly for the last A section.

Examples of 32-bar AABA form songs include "Over the Rainbow", "What'll | Do", "Make You Feel My

Love", "Blue Skies". Many show tunes that have become jazz standards are 32-bar song forms.
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Basic Song Form

At its core, the basic AABA 32-bar song form consists of four sections, each section being 8 bars in
length, totaling 32 bars. Each of these 8-bar sections is assigned a letter name ("A" or "B"), based on its
melodic and harmonic content. The A sections all share the same melody (possibly with slight variations),
and the recurring title lyric typically falls on either the first or last line of each A section. The "B" section
musically and lyrically contrasts the A sections, and may or may not contain the title lyric. The "B" section
may use a different harmony that contrasts with the harmony of the A sections. For example in the song
"I've Got Rhythm", the A sections are in the key of B b , but the B section involves a circle of fifths series
of dominant seventh chords going from D7, G7, C7 to F7. Song form terminology is not standardized, and

the B section is also referred to as the "middle eight", "bridge", or "primary bridge". The song form of

"What'll | Do" by Irving Berlin is as follows:

Section Name Lyric from "What'll | Do" by Irving Berlin

A What'll I do when you are far away and | am blue? What'll | do?

A, What'll I do when | am won'dring who is kissing you? What'll | do?

B What'll I do with just a photograph to tell my troubles to?

Az When I'm alone with only dreams of you that won't come true... What'll | do?

Sectional Verse

Some Tin Pan Alley songs composed as numbers for musicals precede the main tune with what was
called a "sectional verse" or "introductory verse" in the terminology of the early 20th century. This
introductory section is usually 16 bars long and establishes the background and mood of the number, and
is musically undistinguished, with a free musical structure, speech-like rhythms, and rubato delivery, in
order to highlight the attractions of the main tune. The sectional verse is often omitted from modern
performances. It is not assigned a letter in the "AABA" naming scheme. The introductory verse from

"What'll | Do" by Irving Berlin is as follows:

Gone is the romance that was so divine,
'tis broken and cannot be mended
You must go your way, and | must go mine,

but now that our love dreams have ended...

Bridge

In music theory, the middle eight or bridge is the B section of a 32-bar form. This section has a
significantly different melody from the rest of the song and usually occurs after the second "A" section in
the AABA song form. It is also called a middle eight because it happens in the middle of the song and the

length is generally eight bars.
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Terminological Confusion
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In early-20th-century terminology, the main 32-bar AABA section, in its entirety, was called the "refrain" or

"chorus". This is in contrast to the modern usage of the term "chorus", which refers to a repeating musical

and lyrical section in verse—chorus form. Additionally, "verse,

meanings in modern musical terminology.

Early

Terminology

Modern

Terminology

chorus" and "refrain" all have different

Definition

Introductory Verse
Or

Sectional verse
Refrain

Or

Chorus

None

Bridge

None

History

Introductory Verse
Or

Sectional verse
Verse-Refrain Form
Or

AABA Form

Verse

Bridge

Or

Middle 8

Or

Release

Or

Primary Bridge
Refrain Line

The opening section, often 16 bars in length, which

resembles recitative from opera.

The 32-bar section, composed of four separate 8-bar

sections, taking the form AABA.

Any of the three individual 8 bar "A" sections

8-Bar "B" section

This recurring lyric line is often the title of the song
(e.g. "Yesterday", "Let's Face the Music and Dance",
"Luck Be a Lady Tonight™).

Though the 32-bar form resembles the ternary form of the operatic da capo aria, it did not become

common until the late 1910s. It became "the principal form" of American popular song around 1925-1926,

with the AABA form consisting of the chorus or the entirety of many songs in the early 20th century.
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The 32-bar form was often used in rock in the 1950s and '60s, after which verse—chorus form became

more prevalent. Examples include:

e George Gershwin "I Got Rhythm" (1930)

e Jerry Lee Lewis' "Great Balls of Fire" (1957)

e The Everly Brothers' "All | Have to Do Is Dream" (1958)
e The Shirelles' "Will You Love Me Tomorrow" (1960)

e The Beach Boys' "Surfer Girl" (1963)

Though more prevalent in the first half of the 20th century, many contemporary songs show similarity to
the form, such as "Memory", from Cats, which features expanded form through the B and A sections
repeated in new keys. Songwriters such as Lennon—McCartney and those working in the Brill Building
also used modified or extended 32-bar forms, often modifying the number of measures in individual or all
sections. The Beatles ("From Me to You" (1963) and "l Want to Hold Your Hand" (1963)), like many
others, would extend the form with an instrumental section, second bridge, break or reprise of the
introduction, etc., and another return to the main theme. Introductions and codas also extended the form.

In "Down Mexico Way" "the A sections... are doubled in length, to sixteen bars—hbut this affects the
overall scheme only marginally". The theme tune of the long-running British TV series Doctor Who has, in

some incarnations, followed 32 bar form.

Blues Ballad

The term blues ballad is used to refer to a specific form of popular music which fused Anglo-American
and Afro-American styles from the late 19th century onwards. Early versions combined elements of the
European influenced "native American ballad" with the forms of African American music. From the 20th

century on it was also used to refer to a slow tempo, often sentimental song in a blues style.

Structure And Variations

The blues ballad often uses the Thirty-two-bar form of verse-verse-bridge-verse, in contrast to the 12-bar

or 8-bar blues forms.

Popular Blues Ballads

The first blues ballads tended to deal with active protagonists, often anti-heroes, resisting adversity and
authority, often in the context of industrialization. They usually lacked the strong narrative common in
European ballads, and emphasized instead individual character. They were often accompanied by banjo
and guitar and often followed a standard 12-bar the blues format, with a repeated refrain in the last line of
every verse. Blues ballads are usually anonymously authored and were performed by both black and

white musicians in the early 20th century. Ballads about anti-heroes include "Wild Bill Jones", "Stagger
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Lee" and "John Hardy". The most famous blues ballads that deal with heroes in the context of

industrialization include those about John Henry and Casey Jones.

Blues Ballads In Other Genres

From the late 19th century the term ballad began to be used for sentimental songs with their origins in the
early ‘Tin Pan Alley’ music industry. As new genres of music, including the blues, began to emerge in the
early 20th century the popularity of the genre faded, but the association with sentimentality meant led to

this being used as the term for a slow love song from the 1950s onwards.

Today the term is used to describe a song that uses a blues format with a slow tempo, often dealing with
themes of love and affection. Examples include songs like B. B. King's "Blues on the Bayou", Fats

Domino's "Every night about this time", Percy Mayfield's love song "Please Send Me Someone to Love",
and Buddy Johnson's "Since | Fell for You". The blues ballad format is also popular in rock, jazz, country
music, such as Janis Joplin "Cry Baby", Jimi Hendrix "Red House", Grand Funk Railroad "Heartbreaker",
Jazzy blues singer Charles Brown " Merry Christmas, Baby", "Please Come Home for Christmas”,

Phoebe Snow "Poetry Man", "San Francisco Bay Blues", country singer Crystal Gayle " Don't It Make My

Brown Eyes Blue", and Freddy Fender "Wasted Days and Wasted Nights".

The '50s progression
Another common way of extending the I-IV-V progression is by adding the chord of the sixth scale
degree, giving the sequence I-vi—-IV-V or I-vi—-ii—V, sometimes called the 50s progression or doo-wop

progression. For example, in C major:

| vi IV V C Am F G
or or
I vi ii V C Am Dm G

The list of songs that used this progression in the 1950s are endless. A few examples are Blue Moon, All
| Have To Do Is Dream, Oh Pretty Woman, Angel Baby, Donna, Duke Of Earl, Earth Angel, Eternal
Flame, Last Kiss, Lollipop, Monster Mash, Saturday Night, Perfect, Please Mr. Postman, This Magic

Moment, Why Do Fools Fall In Love, to name a few.
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Circle Progressions

The ragtime progression ( E7 A7 D7 G7) often appears in the bridge of jazz standards.

The IlI7 VI7 117 V7 leads back to C major but is itself undefined in key. Introducing the ii chord into
these progressions emphasizes their appeal as constituting elementary forms of circle progression.
These, named for the circle of fifths, consist of adjacent roots in ascending fourth or descending fifth
relationship, for instance, the sequence viii VI ascends with each successive chord to one a fourth
above the previous. Such a motion, based upon close harmonic relations, offers undoubtedly the most
common and the strongest of all harmonic progressions. Short cyclical progressions may be derived by
selecting a sequence of chords from the series completing a circle from the tonic through all seven

diatonic chords:

Clock 12:00 11:00 5:00 4:00 3:00 2:00 1:00
Degree 1 4 7 3 6 2 5
Chord | v vii® i Vi i Vv

This type of progression was much used by classical composers, who introduced increasingly subtle
inflections. Particularly, substitution of major for minor chords giving, for example, |, VI, II, V allowed a

more sophisticated chromaticism as well as the possibility of modulation.

Harmonizing the scale

As well as the cyclical underpinning of chords, the ear tends to respond well to a linear thread;

chords following the scale upwards or downwards. These are often referred to as step progressions
because they follow the steps of the scale, making the scale itself a descending bass line. At its simplest,
this descending sequence may simply introduce an extra chord, either Ill or V, into the 1vi IV V type of
sequence described above. This chord allows the harmonization of the seventh degree, and so of the
bass line I, VII, VI

The finale measures of the first movement of Ravel's Piano Concerto in G feature the harmonization of a
descending hybrid scale (phrygo-major). In this special case, Ravel used a parallel series of major triads
(GFFEDCB"A"G).
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Minor and Modal Progressions

A notable example of a descending minor chord progression is the four-chord Andalusian cadence,

i VII VI V. Folk and blues tunes frequently use the Mixolydian scale, which has a flat seventh degree,
altering the position of the three major chords to | °VII IV For example, if the major scale of C, which
gives the three chords C, F and G on the first, fourth and fifth degrees, is played with G as the tonic, then
the same chords will now appear on the first, fourth, and seventh degrees. The minor-third step from a
minor key up to the relative major encouraged ascending scale progressions, particularly based on an

ascending pentatonic scale. Typical of the type is the sequence i-llI-IV (or iv)-VI.

During 1960s some pop groups started to experiment with modal chord progressions as an alternative
way of harmonizing blues melodies. This created a new system of harmony that has influenced
subsequent popular music. This came about partly from the similarity of the blues scale to modal scales
and partly from the characteristics of the guitar and the use of parallel major chords on the pentatonic
minor scale. With barre chords on guitar, the same chord shape can be moved up and down the neck
without changing the fingering. This phenomenon is also linked to the rise in use of power chords in

various sub-genres of rock music.

Common Progressions

| V vi IV Progression
Thel V Vi IV progression is a common chord progression popular across several genres of music. In

the key of C major, thiswould be: C G Am F

Progression & Inversions In The Key Of C

I V. vi 1V C G Am F (Optimistic)
vV  vi 1V 1 G Am F C

vi 1V 1 \Y Am F C G (Pessimistic)
v 1 V v F C G Am
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1-5-b7-4 (I, V, ®VII, IV) Progression

This may be viewed as a variation of | —V —vi — IV, replacing the submediant with the subtonic. It
consists of two |-V chord progressions, the second a whole step lower

(A—E-G-D =>1-Vin A and |-V in G), giving it harmonic drive.

In C thiswould be: C G Bb F

m2-b2m7-1 (i, °1I7, 1) Progression
ii —V — 1 with tritone substitution ( ®117 instead of V7 ) making it: i 7 |

In the key of C: Dm Bb7 C

3 (°II) + as Dominant Substitute

Vvii°7/V -V -1 (common in ragtime)

The Andalusian Cadence

The Andalusian cadence (diatonic phrygian tetrachord) is a term adopted from flamenco music for a
chord progression comprising four chords descending stepwise, a vi V IV Il progression with respect
to the major mode or i VII VI V progression with respect to the minor mode. It is otherwise known as
the minor descending tetrachord. Traceable back to the Renaissance, its effective sonorities made it one

of the most popular progressions in classical music.
Despite the name it is not a true cadence (i.e., occurring only once, when ending a phrase, section, or

piece of music); it is most often used as an ostinato (repeating over and over again). It is heard in rock

songs such as "Runaway" by Del Shannon.
vi—ii—V—I Progression
In music, the vi—ii—V—I progression is a chord progression (also called the circle progression for the circle

of fifths, along which it travels).

This progression in C majoris: Am Dm G C
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| vi ii V Progression

I-vi-ii—-V is one of the most common chord progressions in jazz. The progression is often used as a
turnaround, occurring as the last two bars of a chorus or section. The I-vi=ii-=V chord progression occurs
as a two-bar pattern in the A section of the rhythm changes. It can be varied as well. Many players
usually play a dominant 7th chord rather than a minor 7th chord as the VI chord in a I-VI-1I-V." In the jazz

minor scale, the diatonic progression below is possible.

IM7  vi-7b5 ii7 V+7 CmM7 Am7b5 Dm7 G7b13

Coltrane Changes

Coltrane changes (Coltrane Matrix or cycle, also known as chromatic third relations and multi-tonic
changes) are a harmonic progression variation using substitute chords over common jazz chord
progressions. The changes serve as a pattern of chord substitutions for the ii—V—I progression and are
noted for the tonally unusual root movement by major thirds (either up or down by a major third interval as
opposed to more typical minor or major second intervals, creating an augmented triad. Root movement

by thirds is unusual in jazz, as the norm is circle of fifths root movement, such as ii-V-I.

Coltrane Substitution
ii—-V7-I progression lasting two measures. The Coltrane substitution, Coltrane changes, or Countdown

formula, is as follows. Start with a ii—V—I turnaround lasting four measures:

m2 p4 m3 p4 m3 p4

Notice a dominant seventh chord preceding and thus tonicizing a major chord on C and also E and Ab,

both a major third from C.
V7 | V7 I V7 |

Eb7 | Ab B7 | E G7 | C

SONG WRITING 45



46 SONG WRITING

Four-measure i i—V—1 progression in C with Coltrane substitution. This also may begin on C, as on
"Giant Steps", giving:
| C Eb7 | Ab B7 | E G7 | C |
m3 p4d m3 p4d m3 p4

Tritone substitution (Note: I'm using all flats to make it more clear)
Tritone - A Tritone is 3 whole tones (or 6 semi-tones) from a note in either direction. The triton for C is F#.

The triton for F# is C conversely.

Chords in Root positions:

Chords Notes

C7 C E G Bb
Gb7 Gb Bb Db E
FM7 F A C E

C7 inverted to see more clearly the movement of notes

Chords Notes

C7 G Bb C E
Gb7 Gb Bb Db E
FM7 F A C E

If we substitute F#7(Gb7) for the C7 in [F C7 F], then we get [F F#7 F]. F#7 is the dominant seventh in
the key of B, so [B F#7 B] can substitute it's dominant seventh with C7 giving us [B C7 B]

The tritone substitution is one of the most common chord substitutions found in jazz. Tritone substitutions
are sometimes used in improvisation, often to create tension during a solo.

Tritone substitution is merely replacing the dominant seventh chord, G7 in the case of the key of C, with

that chord’s tritone as a dominant seventh chord.
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Rootless Dirty Chords with Blues Scale

This is an example of using rootless chords on piano with an accompaniment of a blues scale. These
chords are often described as dirty chords because of their use of dissonance. They are rootless because
the bass is assumed to be covered by a bass instrument such as a bass guitar or a stand up bass. When
voicing these chords on a keyboard you’ll immediately notice a lot of directly adjacent notes which

create dissonance or the “dirty” sound.

The Chords

C13 F13 E7b13#9 A7b13#9 D13 G13
D D G F E E

Bb A D Db C B

A G C C B A

E Eb Ab G Gb F

The Blues Scale
C D Eb E G A

Blues Slide Notes

Slide notes are directly adjacent notes that are played by sliding from one note to the next, where the first
or second note is played more briefly than the landing note.

Slide Up Slide Down
D-Eb-E E-Eb-D
D-Eb D-Eb
Eb-E Eb-D
Ab- A

Addition To The Scale

Even though it is not notated in the scale, a slide down can be applied to the Ab — A when playing an
upward moving riff.
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Keyboard Playing Like Norah

Norah Jones does a few things that make her keyboard playing very soulful and unique. She combines

elements of blues, country and jazz.

Floyd Cramer Slip Notes

The country influence can be heard in her use of Floyd Cramer slip-notes. Floyd Cramer did this thing on
piano that made his playing instantly identifiable. Floyd’s signature playing style was a cornerstone of the
pop-oriented "Nashville sound" of the 1950s and 1960s. Here are a couple of ways that Floyd described

what a “slip-note” is: According to his grandson, he described it as “Hit the wrong note first, then the right
note". During an interview he described it as "a whole-tone slur which gives more of a lonesome cowboy

sound. You hit a note and slide almost simultaneously to another."

How It Is Done

Essentially it is a two- or three-part right-hand chord with the slipped note providing a melodic
embellishment. A slow grace note is added on the beat a whole step below the target note, yet slightly
louder than the target, with the target note just past the beat. A third note is played above the target note
at the same time as the grace note, and held through the target and at the same volume as the grace

note. Here’s how it might be notated:

| N

b
-
i
R,

The Difference Between a Slip-Note and a Grace Note

e Grace notes are usually only a half step whereas a slip-note is usually a whole step.

e Grace notes are usually played before the beat whereas slip-notes are played on the beat.
If you want to hear what a Floyd Cramer slip-note sounds like, then listen to a few songs where he

incorporates it into the piano accompaniment, such as “Last Date” an instrumental by Floyd Cramer, or

“Crazy” by Patsy Cline where Cramer was the session piano player.

48 SONG WRITING



SONG WRITING 49

Where Can Slip Notes Be Applied

There are basically two ways to play slip-notes. One is playing a root position major chord and the second
is playing a first inversion major chord. In the root position, the slip note is the 2" to the 3" note. In the
second inversion slip-note, it is a slip from the 6™ to the 5" and then usually back to the 5.

Example Using a G Chord

Type 1 — Root Type 2 — 1% Inversion
2" to 3" 5" to 6" and back to 5"
D D G G G
A B D E D
G B

Blues Slide Notes

Another thing that Norah does when she’s playing is to use blues “slide notes”. A slide note is when you
slide from one note to another. It's often done with an adjacent black key to a white key which makes it

easy to slide from one to the other. For example, you might slide from Eb to E, or Ab to A. Both of these
are examples of an “up-slide”. It's also possible to slide in the other direction, like from Eb to D, or Ab to
G. That would be called a “down-slide”. Slide notes are not just done with two adjacent notes. They can
also include three adjacent notes. For example, you might do a slide from C to D by sliding from D to Db
to D. If you look at many blues scales, you'll notice that many of them if not all, contain multiple adjacent

notes where these slides are possible. For example in the following hexatonic blues scale for C minor:
C Eb F Gb G Bb

The bold notes are all directly adjacent to each other.

Use of 2" and Alternate Bass Voicing

Norah will often play chords with added notes where she plays the 2" along with the 1, 3 and 5. So
essentially she is playing 1, 2, 3 and 5. In the following example, you can see how she alternates in the

nds

bass between root voicings of 1 and 5 and inversions with added 2. While the bass notes may be part

of the triad other than the root, it can also sometimes be the added 2n,
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Here are a couple of examples of pieces notated in the style of Norah Jones. Note the bass chord
voicing. In the first measure she plays a 1 and 5 of a G major chord, then she plays a G major 2"
inversion with an added 2™. Next she plays the 1 and 5 of a C major chord followed by a C 1* inversion
with an added 2™, where the 2™ is in the bass. The second measure begins as the first, but on the
second set of chords she plays the 1 and 5 of a D major chord before playing the same inverted C chord
at the end of the first measure with the 2™ in the bass. The rest of the measures are similar to the first
two, but mixed around. In the treble clef, she starts with a slip-note voicing or a G major with the slip from
A to B, then she plays an A and D, doubling the added A in the bass chord. After a single G quarter note,
she plays a slip note C major, then she doubles the added D in the C major chord in the bass. There are

several other slip note voicings of G, D and C in this piece. Note that they are all type 1 slip notes.

D =80
bt : e e
e e e
o —%: : — T ——— —8: : .' : = e
e ’F o F—4 ‘F —— ’F 4 ’F s

In this second piece, the bass clef is exactly the same as in the first piece, but the treble clef is different.
In the first measure, she plays a G major chord slip note voicing with the note being a D to E, then back to

D. This is different from the first piece in that the slip note is a 5" to the 6" instead of a 2™ to a 3".

%‘1 o _\,’_-:- S — b = o —
1 = {'l -V-J i = f'l ﬁ I — = _I - .[ I
h "8l ] 1 h = Y
gyt ¥ - e e e
I —_ I I I I —_ I

-+ * -

Along with using slip notes and slide notes and blues scales, she sometimes uses chord voicings that are

__1# (' :)"

generally thought of being in the realm of jazz.
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The Simple Map A Map For C

e e
i =
N Em’
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i B ey ey ]

Major Key Progression Map

The two maps above are progression maps. The first is a general map that is based upon the roman
numerals of chords in a major key. The second is constructed off of the first map for the key of C major.
Starting from the root note you can jump to any other square. From that square you may only jump to an
adjacent square or to an adjacent square to a like named square. For example | can go from C to Dm,
then since there are two Dm squares | can jump to any squares Dm points to. In this case my choices are
Dm to Em or G. If | decide to go to G then my next chord option is any chord a G square points to which

is Em, Am or C. Note: This is just a loose guideline not a set of rules.
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@ = Half Diminished = m7b5
@ O = Diminished

6-M7-m-mb6
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Lyrics

To be a good lyricist, you need to be a good writer. Just like most things, practice will make you improve.

It is the same thing with writing. There are some exercises that can help you get better at writing lyrics.

Object Writing
You arbitrarily pick an object, any object, a real object, and focus your senses on it. Use your senses,
visual, smell touch, taste, and sound. There are a couple of other senses you may not be aware of known

as organic sense and kinesthetic sense.

Organic Sense

Organic sense is your awareness of inner bodily functions, for example, heartbeat, pulse, muscle tension,
stomach aches, cramps, breathing, etc...

Kinesthetic Sense

Kinesthetic sense is, roughly, your sense of relation to the world around you. When you get seasick or
drunk, the world around you blurs. When the train you're sitting on is standing still, but the one next to it

starts moving, your kinesthetic sense goes crazy.

Making Metaphors
Metaphors are one of the mainstays of good lyric writing; indeed most of creative writing uses them
extensively. Conflict is essential for metaphors. Put things that don't belong together literally. There are
three types of metaphor:
1. Expressed Identity
Asserts an identity between two nouns, e.g. fear is a shadow; a cloud is a sailing ship. Expressed
identity comes in three forms:
e XisY - Fearis a shadow
e TheY of X - The shadow of fear
e X'sY - Fear's shadow
2. Qualifying Metaphor
Adjectives qualify nouns; adverbs qualify verbs. Friction within these relationships creates
metaphor, e.g. hasty clouds; to sing blindly
3. Verbal Metaphor
Formed by conflict between the verb and it's subject and / or object, e.g. clouds sail; he tortured

his clutch; frost gobbles summer down.
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Playing in Keys

Like musical notes, words can group together in close relationships, like belonging to the same key. Call
this a diatonic relationship. For example, here are some random words that are diatonic to, or in the same
key as: Tide - ocean; moon; recede; power; beach; perpetual; ebb; flow. This is playing the key of "tide",
where tide is the fundamental tone or tonic note. This is a way of creating collisions between elements
that have the at least something's in common, a fertile ground for metaphor. There are many other keys
that "tide" can belong to when something else is the fundamental tone or tonic note. For example if the
tonic note is "power" - tide; avalanche; storm; hurricane; tornado; army; socket; nuclear; etc... All of these
words are related to each other by virtue of their relationship to the word "power". Combining these words

together, it is possible to discover good metaphors. For example:

An avalanche is an army of snow.
This army is the tornado of our revolution.

A socket holds back the tides of electricity.
Key of "Moon" - stars; harvest; lovers; crescent; astronauts; calendar; tide; waning; waxing.

The Nevada sky is a rich harvest of stars

Evening brings a harvest of lovers to the beach.

The lovers' feelings waned to a mere crescent.

The crescent of human knowledge grows with each astronaut's mission.

A new calendar washes in a tide of opportunities.

Essentially, metaphor works by revealing some third thing that two ideas share in common. One good

way of finding metaphors is by asking these two questions:

What characteristics does my idea "tide" have?

What else has those characteristics?

Answering the second question usually releases a flood of possible metaphors.

Often the relationship between two ideas is not clear until you recognize the linking term.
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Exercise to Create New Metaphors

Make an arbitrary list of five interesting adjectives and five interesting nouns.

Example:

Adjectives Nouns
Smoky Conversation
Refried Railroad
Decaffeinated Rainbow
Hollow Rain Forest
Understated Eyebrows

Take any combination and try to write a sentence or short paragraph about them. The following are a list

of all the possible combinations:

Smoky conversation Refried conversation Hollow conversation
Smoky railroad Refried railroad Hollow railroad
Smoky rainbow Refried rainbow Hollow rainbow
Smoky rain forest Refried rain forest Hollow rain forest
Smoky eyebrows Refried eyebrows Hollow eyebrows
Decaffeinated conversation Understated conversation

Decaffeinated railroad Understated railroad

Decaffeinated rainbow Understated rainbow

Decaffeinated rain forest Understated rain forest

Decaffeinated eyebrows Understated eyebrows

Use the combinations in a short sentence of paragraph:

Since you left, everything seems dull and lifeless. My days have been bleached of sound and color. Even

the rainbow today has been decaffeinated.

The nights were dull and listless, filled with banal refried conversation.
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Another exercise is to make a random list of interesting nouns and verbs:

Nouns Verbs

Squirrel Preaches

Wood stove Vomits

Surfboard Cancels

Reef Celebrates

Aroma Palpitates

Squirrel preaches Wood stove preaches Surfboard preaches
Squirrel vomits Wood stove vomits Surfboard vomits
Squirrel cancels Wood stove cancels Surfboard cancels
Squirrel celebrates Wood stove celebrates Surfboard celebrates
Squirrel palpitates Wood stove palpitates Surfboard palpitates
Reef preaches Aroma preaches

Reef vomits Aroma vomits

Reef cancels Aroma cancels

Reef celebrates Aroma celebrates

Reef palpitates Aroma palpitates

One thing becomes clear right away: you get better results combining nouns and verbs than from
combining adjectives and nouns. Verbs are the power amplifiers of language. They drive it; set it in
motion. Look at all of the great poets, e.g. Yeats, Frost, Sexon, Eliot. If you go through their poems, you'll

see that their use of verbs is why they crackle with power.

Now do the same thing with nouns and nouns:

Nouns Nouns

Summer Rolls-Royce
Ocean Savings Account
Thesaurus Paintbrush
Indian Beach Ball
Shipwreck Mattress

56 SONG WRITING



Summer Rolls Royce
Summer savings account
Summer paintbrush
Summer beach ball

Summer mattress

Indian Rolls Royce
Indian savings account
Indian paintbrush
Indian beach ball

Indian mattress

Try using the three forms of expressed identity on these word lists:

Summer Rolls Royce:
XisY

Summer is a Rolls Royce
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Ocean Rolls Royce
Ocean savings account
Ocean paintbrush
Ocean beach ball

Ocean mattress

Shipwreck Rolls Royce

Shipwreck savings account

Shipwreck paintbrush
Shipwreck beach ball

Shipwreck mattress

The Y of X

The Rolls Royce of summer

e Summer is the Rolls Royce of seasons.

57

Thesaurus Rolls Royce
Thesaurus savings account
Thesaurus paintbrush
Thesaurus beach ball

Thesaurus mattress

X'sY

Summer's Rolls Royce

e Winter is gone. Time for another ride in the Rolls Royce of summer.

e Once again, summer's Rolls Royce has collapsed into the iceboat of winter.

Summer Savings Account:

XisY

Summer is a savings account

The Y of X

The savings account of summer

Lyric Metaphor Writing Exercise

Step 1

X'sY

Summer's savings account

Make a list of five interesting adjectives. Then for each one, find an interesting noun that creates a fresh,
exciting metaphor. Take as long as you need for each adjective, hours, even days. Keep it in your vision.
Push it against every noun you see until create a breakthrough collision. Remember that you can make

vivid adjectives out of verbs: to wrinkle becomes the adjective wrinkled (wrinkled water) or wrinkling (the

wrinkling hours). These are called participles.
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Step 2
Mow make a list of five interesting nouns, and locate a good verb for each one. This may be hard, since

you are used to looking at "things" in the world, not "actions".

Step 3

Make a list of five interesting verbs and track down a noun for each one.

Step 4

Make a list of five interesting nouns and find an adjective for each one. Don't forget about participles

Step 5
Make a list of five interesting nouns and find another noun for each one. Use any form of expressed

identity you think works best.

Definition: Participle Phrase

A participle is a verb that functions as a modifier. Participles provide further information about the noun or
nouns in a sentence, just like an adjective or adverb. A participial phrase is a phrase that looks like a
verb, but actually functions as an adjective; it modifies a noun in the same sentence. Phrases like this can
“spice up” a noun and provide added description about what it's doing or what it looks like. They're often

used in pieces that need to tell readers a lot in a few words, like newspaper articles or even fiction books.

Some basic participles include:
e The running dog crashed into the wall.
e The crying baby kept her parents up all night.

e Jack watched the sleeping giant as he crept by.
Building Worksheets

1. Focus Your Lyric Idea As Clearly As You Can

Let's say you want to write about homelessness. Sometimes you'll start the lyric from an emotion: "That
homeless woman with everything she owns in a shopping cart really touches me. | want to write a song
about her." Sometimes you'll write from a cold calculated idea: "I'm tired of writing love songs, | wan to do
one on a serious subject, maybe homelessness." Or you may write from a title you like, maybe, "Risky
Business". Then the trick is to find an interesting angle on it, perhaps: "What do you do for a living?" "
survive on the streets." "That's a pretty risky business." In each case, it's up to you to find the angle,

brainstorm the idea, and create the world the idea will live in. Object writing is the key to developing
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choices. You must dive into your vaults of sense material, those unique and secret places, to find out

what images you've stored away, in the present example, around the idea of homelessness.

Object write about the subject.

Look though the writing, did you find an expressive image, like a broken wheel on her shopping cart, that
can serve as a metaphor, a vehicle to carry your feelings. Did you see some situation, like your parents
fighting, that seems to connect you with her situation? These expressive objects or situations are what
T.S. Eliot calls "Objective Correlatives" - objects anyone can touch, smell, see that correlate with the
emotion you want to express. Broken wheels or parents fighting work nicely as objective correlatives.
When you find a good idea, don't stop at just one. Write down the good idea on a separate sheet of paper

or in a separate digital file.

2. Make A List Of Words That Express Your Idea
Using a thesaurus, one set up according to Roget's original plan according to the flow of ideas, a setup
perfect for brainstorming. Write down a list of relevant words. Pair down the list if it's too big. Consider the

vowel sounds of each word and organize them accordingly.

3. Look up each word in a rhyming dictionary.
Be sure to include imperfect rhyme types, and to select only words that connect with your ideas. Avoid

cliché rhymes.

Perfect Rhyme
1. The syllables' vowel sounds are the same.
2. The consonant sounds after the vowels, if any, are the same.

3. The sounds before the vowels are different.

Remember lyrics are sung, not read or spoken. When you sing, you exaggerate vowels. And since rhyme

is a vowel connection, lyricists can make sonic connections in ways other than perfect rhyme.

Family Rhyme
1. The syllables' vowel sounds are the same.
2. The consonant sounds after the vowels belong to the same phonetic families.

3. The sounds before the vowels are different.
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Here's a chart of the three important consonant families:

Plosives Fricatives Nasals

Voiced: b d g v TH z zh j m n ng
Unvoiced: p t k f th s sh ch

Each of the three boxes, plosives, fricatives, and nasals, form a phonetic family. When a word ends in a

consonant in one of the boxes, you can use other members of the family to find perfect rhyme substitutes.

Plosives Family Rub, up, thud, putt, bug, stuck are members of the plosives family, so they are
family rhymes.
Fricatives Family Love, buzz, judge, fluff, fuss, hush, touch are all